W hen scholars first came to Vietnam to study contemporary Vietnamese society in the early s, they were interested in the "new" globalizing Vietnam, the Vietnam that was opening its doors to the West.  This was certainly the case in the visual arts with the earliest international writing on contemporary Vietnamese painting, an essay by Jeffrey Hantover published in the catalogue that accompanies Uncorked Soul (), one of the first post-Đổi Mới exhibitions of Vietnamese art outside of Vietnam.  In his essay, Hantover quotes a Vietnamese author who says that "originality and diversity had begun to replace the monotony of collective, and more or less academic presentations."  Hantover writes that "Đổi Mới has promoted creativity in the plastic arts…Painters can (now) paint what they choose." For social scientists too, Đổi Mới signaled the end of socialism and the beginning of globalism. As Jayne Werner writes, "globally, Đổi Mới links and integrates Vietnam into the capitalist world order, a process which has been called 'globalization.'" 
fundamental change in society. Regardless of the theme or content of a painting, Vietnamese painting in the s was about individualism, unleashed creativity, free expression, and open emotions. Red buffaloes, street scenes, self-portraits, and underwater life were popular subjects and all bore the qualifier of Đổi Mới, whereas portraits of Hồ Chí Minh, propaganda posters and farmers in the field-popular subjects in the s and s-were seen as signs of the old repressive and autocratic regime. Articles that appeared in the Far Eastern Economic Review, for example, often centered on the reform process, the lifting of the iron curtain, and the "modernization" of Vietnamese society. One such article followed a group of artists and poets. The journalist covering the story saw every move, every gesture by these artists and writers as indications of reform. As she witnessed their meeting in a café, she wrote: "There was nothing subversive-or even unusual-about this gathering of Vietnamese artists and intellectuals…Nevertheless, this clubby, art-filled afternoon testifies to the liberalizing effects of Đổi Mới."  Outside observers thus saw all Vietnamese citizens as participating in a Đổi Mới process.
However, the assumed equivalence of Đổi Mới with a period of radical change in the cultural sector, and more particularly, as art historical periodization, is problematic. One may question if the adoption of a market economy in Vietnam necessarily translated into a radical refashioning of the arts, considering that the political system and much of its controls have remained in place. While artistic subjectivities and practices in Vietnam have undoubtedly been significantly changed following the emergence of a capitalist art market, it is unclear whether the term Đổi Mới-or even post-socialism, neoliberalism, or globalization-captures or explains the emergence of this market or the more complex developments that led to the rise of "contemporary Vietnamese art." Nor can it definitively account for many of the changes observed across other modes of expression and cultural production in Vietnam, from music to literature.  What, if anything, does it mean to talk about Đổi Mới in the arts? Is it a style of music?
A literary genre? A period in art history? Discussions of "post-Đổi Mới" art further emphasize the challenges faced by Vietnamese artists in light of ongoing political conditions and cultural restrictions enforced by the communist state, situating them as artists working within a late socialist or post-socialist condition. In much of the writing on Vietnamese art, Đổi Mới has served as convenient shorthand for signaling the temporality of contemporary art in Vietnam, providing a benchmark from which to describe not only the effects of global economic integration but also the corresponding transformation of the visual arts as responsive to new markets; international curatorial demands; contemporary economic, social, and ecological issues; and new media and mediums such as installation, performance, and video. While it may be tempting to draw comparison with Chinese artists on the basis of what Li Zhang has described as the two nations' diverse forms of "flexible postsocialism" following their respective liberalizing reforms, as art historian Joan Kee has argued, a diachronic perspective should temper the view of particular artistic developments being tied to a singular historic moment.  Within a broader context, this retrospective framing corresponds to the art historiographical trend that periodizes contemporary art (typically in parts of the world once considered peripheral to the Euro-American map of modern and contemporary art) as a product of major instances of transition or rupture. Contemporary art history in these instances is often designated by "post-" to situate experimental forms such as performance and installation as contextually driven responses and as historical effects. Examples include general framings of postwar or post-socialist, or more specifically historicized references such as post-Bubble Japan. In the last decade, the study of global contemporary art as a post- phenomenon has been increasingly institutionalized in museological and academic practice, reframing a broader geographical expanse of art historical study informed by globalization studies and expanding the disciplinary remit to focus on such late twentieth-century phenomena as the rise of the curator and the proliferation of biennials. Conveniently pinned to such events as the Tiananmen Square protests, the fall of the Berlin Wall, and exhibitions such as Les Magiciens de la Terre, the year  here denotes a "global turn" in the siting of contemporary art practices, as well as the growth of new institutional platforms and accompanying discourses that spurred interest in, and markets for, "global" contemporary artists.
It has thus become commonplace in both Vietnamese-language and non-Vietnamese-language art historical writing to use Đổi Mới as Đ Ổ I MỚ I AND TH E G LOBAL IZA TION OF VIETNA MESE AR T a milestone, the beginning of a new era, with most citing the year  as pivotal.  However, while situating contemporary Vietnamese art within "the global turn" in contemporary art history, as well as within Vietnamese art history, the principle query of this essay is the function of Đổi Mới as a protean historiographical device that strategically serves national and international framings of contemporary Vietnamese art. Following historian Keith Taylor's appeal to examine the "surface orientations" of historical experience, beyond the scales of nation and region,  more localized and diachronic studies of artists, their practices, and their milieus complicate the assumption that Đổi Mới, if dated to the onset of marketoriented reforms in , spurred contemporaneous and even developments in art worlds throughout Vietnam. As noted further in this essay, scholars working across disciplines including economics, religious studies, and anthropology have already argued how such assumptions confuse the pace of formal state pronouncements with developments on the ground, producing a vision of "Vietnam" as a unified place in which the economic reforms generated uniform and more or less intended effects. This article contributes an art historical vantage point onto how this characterization elides the considerable variations in conditions and responses to Đổi Mới observed across the country's diverse cultural and geographical topography.
To track localized mediations of Đổi Mới within processes of transformation enacted structurally and at the level of individual agency across comparative Vietnamese contexts, this essay focuses primarily on selected artistic developments that took place from the late s through the first decade of the twenty-first century in the urban centers of Hà Nội and Hồ Chí Minh City. These two locations have received the most curatorial and scholarly attention because they are the places where most Vietnamese artists live and where cultural policies have the most impact. Although an art school exists in the central city of Huế and there is a thriving tourist market for paintings and crafts in provincial cities, this essay limits its discussion to the sites that have been the subject of art historical studies since the founding of art schools in Hà Nội and the southern provinces in the early twentieth century.  Although it will emphasize the relationship between art economies and art ecologies in urban centers, it is not meant to reiterate national narratives. Rather, it will look at how art historical discourses have followed national trends.
The "Arrival" of Vietnamese Art: Hà Nội Whereas most historians stop the clock and mark their timelines with the year  as the turning point in Vietnamese contemporary history, for art historians and others,  this year may not have any real significance. Officially, it was in  that the Political Bureau of the Central Committee of the Vietnam Communist Party issued a resolution to "renovate and enhance leadership and management and develop creative power in literature, arts and culture."  But many changes happened earlier-and later.
Bùi Xuân Phái (-), for instance, one of the most celebrated figures among Hà Nội artists and often cast as an underground or unofficial painter, was given his first public one-man show at the end of  by the Vietnamese Fine Arts Association, which was then called the Vietnamese Art Workers Association [Hội Nghệ Sĩ Tạo Hình], a branch of the Fatherland Front that operated an exhibition space in downtown Hà Nội at  Ngô Quyền Street. For many artists in Hà Nội, this event, which occurred two years before , was significant proof that all artists eventually receive proper recognition for their life's work. For other artists, an even earlier date, , was the pivotal year for change when the war ended and they were able to meet their colleagues in the north or south for the first time since the colonial era. The late art historian Boitran Huynh-Beattie not only saw  as having a bigger impact on Vietnamese art history than , but saw  as an even more significant date for change, noting:
"The reform policy of  did not bring about change, until the subsidized economic system finally collapsed in ."  Nora A. Taylor also sees the postwar period in Hà Nội as more significant than .  If one considers the changes that occurred in  and , then indeed Đổi Mới can be considered neither a singular nor a significant trigger for artistic reform.
In , artists who wanted to sell their works still had to meet clandestinely in cafes and exchange their paintings and drawings under the table, literally, in exchange for a few bills of foreign currency (though rarely dollars). Đặng Xuân Hoà (b. ), for example, once related how he and his friends would meet Belgian health care workers, Swiss diplomats, and Đ Ổ I MỚ I AND TH E G LOBAL IZA TION OF VIETNA MESE AR T other foreigners at the home of Dương Tường (b. ) ( Figure ) . They would then agree to go to a certain café and drop off their work or feign to forget it at a given table where an envelope with some money was waiting for them. In , most artists belonged to the state-sponsored Vietnamese Fine Arts Association. The only art gallery where artists could show their work was the government-owned space on  Ngô Quyền Street. Private galleries did not open until . In , it was still forbidden to exhibit nudes and abstract art. Art books in  were still printed on newsprint. Color reproductions were rare. Art book publishing was reserved for the printing of national exhibition catalogues or monographs on designated national treasures, the designation given to artists who fought in the resistance against the French and helped shape the national imagery. the production and access to critical artistic discourse oriented toward modernist internationalism. Nguyễn Quân had begun to gain some recognition as an art critic, writer, and painter in his own right. He studied mathematics in East Germany during the war and studied painting on his own. He never went to art school. Under his editorship, the magazine that had famously published guidelines for artists to paint "national sentiment" [tính dân tộc] was now featuring articles on Pablo Picasso, Juan Rather, they corresponded to the resurgence of village traditions after decollectivization. As Shaun Malarney documents in his research on the revival of village festivals after Đổi Mới, control over religious rituals loosened as the private economic sector began to thrive. That is, as villagers began to acquire more individual wealth, the demand for certain festivals and rituals increased and the state had little influence in controlling them. As he explains, "cadres could, through surveillance and innovative roles for officials in funeral rites, advance official ideology and its meanings for the rites, but they could not control the participants' application of their own meanings and ideas about proper organization to the ceremonies. Vietnamese state functionalism foundered on the vain hope of controlling an inherently ambiguous phenomenon."  The early s saw an amplification of village craft traditions such as ceramics and basketry, paper-making, and lacquer. This does not include what we can classify as fine arts such as painting and sculpture, which were predominantly produced in the art schools and studios of the urban centers of Hà Nội, Hồ Chí Minh City, and Huế. As the economy prospered, so did the demand for luxury goods. After decades of state-controlled collective factories, families that had created goods for generations prior to the revolution could return to their craft industries. The context of Nguyễn Quân and Phan Cẩm Thượng's books lies in the rejection of the state in favor of family-run artistic production. Their books, therefore, promoted a return to village artistic production rather than a nationalist view in the state sense. Their accounts were as patriotic as previous studies; they simply shifted the power of production from the government to the people. This idea, in many ways, was mirrored in the kinds of paintings that were being made during this time, many of which referenced the color palette and formal schemes of Đông Hồ woodblock prints. Village temple scenes, domestic objects, references to puppetry, and folk tales were subjects that became increasingly popular in paintings as private enterprise began to rise. Naming Nguyễn Quân the head of the official art magazine may have been an indication of the loosening of restrictions in art, but his replacement with a more conservative editor two years later showed that the cultural authorities were not ready to embrace liberalization in the arts quite yet.  Similar situations had occurred decades earlier in colonial and postcolonial debates over art for art's sake versus art for society, as well as the controversies surrounding the publication of Nhân Văn -Giai Phẩm in the s when artists were punished for speaking out too freely (but only after several issues had already been published).  In other words, it did not take a decision by the state for artistic reform to take place. Nor was the decision necessarily the trigger. Rather, it merely signaled an authorization like any other for certain artistic forms to be recognized.
This included abstraction and nudity. Artists such as Bùi Xuân Phái experimented with European post-impressionist styles of oil painting, street scenes, and portraits of women, opting for art for art's sake instead of conforming to the socialist-themed works hanging in museums and cultural centers. Among the artists that came to be recognized as representative of reform, some are seen as "disciples" of Phái as they emulated his semiabstract landscapes and penchant for figures set in colorful hues. Particularly Because Salon Natasha and Dương Tường's house were spaces located in private homes, they were free of the requirements set forth by the government that permitted exhibitions only with the government's authorization. Unlike Salon Natasha, Dương Tường's house never held exhibitions, yet visitors who stopped by were sure to meet an array of artists, musicians, and writers. Thus, both became desirable spaces to build a community. Because Salon Natasha was located outside of state circuits, it was never included in studies of modern or contemporary art published in Vietnam. Fortunately, thanks to the digitization of documents pertaining to Salon 
Contemporary Art and Internationalism: Hồ Chí Minh City
In Hồ Chí Minh City, the effects of the privatization of the art market and the loosening of cultural restrictions bore a more gradual impact on the visual arts in comparison with the more radicalized forms of art making witnessed in Hà Nội in the s, whether it be the pronounced painterly sourcing of vernacular iconography from the village or the performance and installation experiments of a younger generation of artists. Huỳnh Văn Mười (b. ), painter and chairman of the Hồ Chí Minh City Fine Arts Association, likens northern artists' response to Đổi Mới to the rapid oscillation of a pendulum when pulled back too far, in contrast with southern artists' hesitation to publicly embrace rapid change after the short-lived "subsidy period" [thời bao cấp] from  to .  Indeed, much of the art scene in Sài Gòn during this period appeared oriented toward the pursuit of continuity with the postcolonial wartime period under the Republic of Vietnam (-), in which artists were free to pursue international artistic styles in contrast to their colleagues in the north.
During the postcolonial period, southern painters had experimented with a diverse range of styles, ranging from variations of abstraction to photorealism. The term "Saigonese Modernism," used by Boitran Huynh-Beattie, refers to the expressive and experimental nature of a cosmopolitan art Đ Ổ I MỚ I A ND TH E G LOBALIZATION OF VIE TNAME SE A RT community in s Sài Gòn that was significantly shaped through the exchange between local southern artists and émigré northern artists who had relocated south with the partitioning at the seventeenth parallel in .  This postcolonial modernism, which can be perceived as having participated in currents of internationalism across the visual arts, literature, and architecture,  was publicly truncated in  with the unification of the country as a socialist state, and consequently, the comparatively shortlived imposition of socialist realism as the only authorized mode of public artistic expression during the subsidy period.
During the subsidy period in the south, artists continued to work privately in a manner of their choosing. Painter Nguyễn Trung (b. ) describes how some artists would "follow the revolutionary road" (suivaient le chemin revolutionnaire) and adopt socialist realism as subject matter in order to continue to have opportunities to exhibit, as all exhibitions were organized by official associations administered through state ministries.  Nguyễn Trung himself took up subjects favorable to socialist realism as well as portraits of women; this was a way to make a living. In addition, it is possible to perceive the subsidy period as a productive period, despite its constraints and dearth of resources, in that unification had enabled new forms of exchange between different populations. Although difficult to come by, one could attain materials through unofficial networks: some artists had previously stockpiled materials in case there should be a shortage, and some returnees from abroad brought back materials and texts to share.
Artist Đỗ Hoàng Tường (b. ) described how some painters would go abroad and bring back materials; upon their return, groups would discreetly gather to socialize and check out the books, journals, and catalogues.  Given the brevity of this experience compared with the longer period of restrictions faced by artists in the north, the first significant changes in the southern art world following Đổi Mới were more tentative, as previously noted by Huỳnh Văn Mười. Notable developments that took place in the early s were connected to painter Nguyễn Trung, who had played a prominent role in the s Sài Gòn art world, having won several juried exhibition awards and established the Society of Young Saigonese Artists. There exists in our city an irreconcilable paradox which is extremely dangerous to the development and future artistic foundations of the city, yet one which people are somehow gradually becoming reconciled to. This paradox is: disregarding the artistic integrity and value of a gallery or work, art is exhibited for the sole purpose of selling pictures…This is the problem: we do not need a glut of exhibitions, but rather need to guarantee that each exhibition satisfies a few basic requirements, above all spiritual requirementsthat the work be a "noble feast" for the public's consumption.  This question can be partially addressed by another venture involving Nguyễn Trung, that of the formation of the Group of , an informal name for a group of abstract painters, largely based in Hồ Chí Minh City, who began to exhibit annually after the inaugural exhibition Recent Works:  Artists from Hồ Chí Minh City in .  Although the Recent Works series would switch out artists from year to year so that it was not necessarily a consistent "Group of " from -, the impression that it was the first official artists' group to represent contemporary Saigonese art gave its formation a sense of importance, while the style and perceived quality of the works rather than the official roster of artists lent it prestige. Many of the painters featured worked in abstraction, and the May  exhibition Abstract Painting ( Figure ) further amplified the popularity of the annual exhibition of Recent Works and profile of its artists. Organized by the F I G U R E 8 : Cover of Abstract Painting exhibition catalogue.
Đ Ổ I MỚ I A ND TH E G LOBALIZATION OF VIE TNAME SE A RT
Hoàng Hạc gallery in Hồ Chí Minh City, Abstract Painting was the first official and national exhibition of abstract painting to be held after Đổi Mới, featuring over thirty painters selected from Hà Nội, Huế, and Hồ Chí Minh City. This was a significant event in pronouncing the sanctioning of artistic expression away from the socialist realism directive that had governed artmaking in the public realm after .
However conservative and even retrogressive abstract painting appeared to a younger generation of artists in the north who were engaging with more conceptual-and in some cases controversial-forms and subjects by the late s, these exhibitions displayed the southern spheres of Vietnamese painting, one that revisited Sài Gòn's history of artistic modernism but pushed it in new directions as several painters, senior and junior, pursued it from the s through the present. Several of the painters utilized abstraction as a means to master technique, drawing inspiration in large part from locally sited observations, encompassing the changing cityscape and corresponding social issues in the face of Vietnam's entry into globalization.  According to a number of the participating artists, the community that took shape through these exhibitions was one founded more on social recreation than critical discourse. None of the artists interviewed were hesitant to describe this sense of sociality; rather, they all spoke to this as being an intrinsic characteristic of the artistic community in Sài Gòn-a community that valued informality, freedom, and individuality.  The cultivation of a regional profile for southern Vietnamese art also paved the way for further purchase on the commercial art market, with such paintings finding eager clientele among foreign collectors and local entrepreneurs seeking to decorate new hotels, restaurants, and offices. However, it arguably was not until the first decade of the twenty-first century that Hồ Chí Minh City began to be recognized as a global gateway to "Vietnamese Contemporary Art" alongside Hà Nội. This was the result of numerous developments that had taken place between  and , including the Ford Foundation-funded Blue Space Contemporary Arts Center, the integration of various diasporic artists who had decided to return and settle in Vietnam, and, perhaps the most internationally ambitious endeavor of all, the Sài Gòn Open City biennial project.  Parallel to developments that had occurred in China and India, the growing profile of southern Vietnamese diasporic artists in exhibitions abroad, such as Trinh T. Minh-Ha who exhibited at Documenta  in , and Dinh Q. Lê who had a solo exhibition at the MoMA in , was a major factor in situating Vietnam on the map of "global contemporary art" for international publics.  Artistic Reform: What, When, and How?
As previously discussed with reference to the work of other scholars working on Vietnam across disciplinary perspectives, the use of Đổi Mới to explain what appears to be a significant transformation in society at large is convenient but only tells part of the story. In art history, Đổi Mới should be seen as having played a part in facilitating and drawing out, rather than effectively triggering, a temporal juncture in which artistic subjectivity from the past and the present underwent transition. In terms of the art under study, perceived changes in style and form might be as much in the eye of the beholder as a reality. Sources and origins of change in artistic styles and movements are not easily documented. Certainly, when artists choose to follow a certain course, they may do so deliberately and consciously, and for a variety of reasons. Often, however, changes occur unconsciously, inadvertently, or as a result of other factors, namely social, political, and economic. Because of Vietnam's political history, it has often been assumed that artistic developments primarily reflect those of politics. But this may be a phenomenon of perception, a perception that changes have occurred when they may have not, wanting to see change in art when change has only taken place in society. While artistic policy underwent reform in , this did not bring about immediate change in the arts. As scholars have documented, real changes occurred in the s or even later, and some have even argued that not enough change has occurred.  But what kind of changes are these scholars talking about?
In terms of painting after Đổi Mới, while some paintings "looked" more expressionistic, it can be argued that the overall style of Vietnamese painting did not vary dramatically from one year to the next. All artists have their own signature, and styles vary from artist to artist. Whether in the north or south, some artists painted in ways that could be read as "expressionistic" and individualistic prior to , while others continued to paint in ways that could be interpreted as conformist and academic after . It is worth noting that earlier, in contrast to socialist realism in Mao's China or Lenin's Russia, Vietnam's socialist realism had been unified principally by subject matter, e.g. soldiers, farmers, scenes of revolutionary struggle, but had retained a diversity of individual techniques and stylistic expression through such mediums as lacquer and silk.  Effectively, artists had continued to use the techniques and styles passed down from the colonial artistic educational system but adapted it to represent their subject matter. In other words, one cannot argue that all art changed as a result of political or economic reform. However, the context did.
As artists were able to sell their works in galleries and find different patrons for their sales, some of their choices of themes and styles may have been influenced by the tastes of their clients. More visible change occurred perhaps only in the latter half of the first decade of the twentyfirst century, when video, performance, and installation became more prominent. Vietnamese art writers also see the year  as a more definitive marker of change in two publications that appeared early in  on art from the s.  These writers consider the expansion in the artistic vocabulary and media available to artists as more groundbreaking than the changes in painting styles. This was further reinforced by the official introduction of the internet in  which, while not so widespread until after , enabled the effects of global networking, research, and new platforms for art criticism. Art historians have traditionally considered historic and stylistic changes visually easier to track than changes in discourse and thinking about art.
That is where the appellation of Đổi Mới in the arts becomes more problematic, particularly if one thinks of Đổi Mới as political reform in the sense of open and "free" expression. There are still sensitive issues pertaining to the rules for displaying works in public. Take, for example, the censorship of the  sculptural work by Trương Tân (b. ) that, albeit elliptically, portrayed the police as corrupt and the government as inept ( Figure ) .  Some thirty years after the onset of reforms, exhibitions still require permissions from the Ministry of Culture, Sports, and Tourism, and the government still regulates the public display of artists' works, even Trương Tân and Tiffany Chung may prompt the question of whether Đổi Mới in the arts has really taken place.
In the late s, no artists were asking such questions. The  pronouncement, for example, had given artists the impression that they had free reign over the artistic field. Outside observers wrote numerous essays describing how all art in Vietnam was presently about free expression and that the government lifted all restrictions on creativity. For these observers, journalists, curators, and art critics, art under Đổi Mới was irrevocably open and free. But one has to historicize this context: the policy of Đổi Mới was written with s criteria and local audiences in mind. Authorities could not have predicted the changes that would occur in the future and therefore did not write their statements about the arts in relation to avant-garde experiments in pop, graffiti, installation, performance, or video since those new media did not exist in Vietnam at the time. When they wrote about expanding the horizon of creativity, they meant varying approaches to painting and sculpture, allowing for abstraction and surrealism to enter into the national artistic vocabulary. They did not foresee the critical usage of mediums such as sculptural installation, as in Trương Tân's allusion to corruption. Since Đổi Mới was a policy that originated from the government, it enabled "official" artists to enact changes in their practice. Yet there were other "unofficial" artists or independent artists, unsupported by the state, Yet while some observers see the s as the onset of contemporary art in Vietnam, one cannot attribute the birth of contemporary art solely to Đổi Mới. The gradual opening of the country to tourism allowed artists access to the outside world, which may have enabled a wider array of changes in artistic practices than the official Đổi Mới policy. Unquestionably, the sense and reality of accelerating processes of globalization in the s animated qualitative changes in the socioeconomic structures that facilitate and even produce "contemporary art" around the world. In this context, artists expressed an ambivalent relationship to contemporary art's very conditions of production, often embracing new routes of mobility and access to art markets while at the same time critiquing growing social and economic disparities and the cultural impacts of neoliberal development. As such, while the relationship between "Vietnamese art" and "globalization" has taken different forms throughout history,  there have been particular nuances in this relationship within the last three decades that have been glossed over by the perceptions of Đổi Mới mentioned previously in this essay. One way to better understand the nature of the changes indexed by Đổi Mới is by looking at the development of contemporary art as historical process, its contextual and shaping apparatuses, and its chief actors, both at home and abroad, revealing that the impact of the economic reforms on the visual arts were felt differently in Hà Nội and Hồ Chí Minh City. http://sea.lib.niu.edu/whatisdoimoi. While the original essay problematizes the use of Đổi Mới as an art historiographical framework with primary reference to the s in Hà Nội and concludes that substantial changes in artistic and cultural policies have yet to take place in Vietnam today, this co-authored version presents updated elements of discussion pertaining to debates about globalization in art history as well as a broader regional scope that addresses developments in both Hà Nội and Hồ Chí Minh City through the first decade of the twenty-first century. This essay does not discuss artistic developments outside of those two cities. . Literally meaning "new change" and commonly translated as "renovation," Đổi Mới refers to the economic reforms adopted by the Vietnamese government in the late s that transformed the centrally planned economy into a market economy with socialist orientations. As a marker of structural transformation, it gained favor among state officials as a way of describing real or alleged or desired change across all sectors of Vietnamese society. Much like the terms glasnost and perestroika employed in the Soviet Union toward the end of the Cold War, Đổi Mới is used in ways synonymous with détente, liberalization, open-door policy, and freedom of expression. . Jeffrey Hantover, "Contemporary Vietnamese Painting," in Uncorked Soul milestone. After all, change occurred from the bottom up and reforms were institutionalized long after they were put into practice. He is also critical of what he calls Đổi Mới discourse. As he states, "Casting Đổi Mới as a revolution in interpretation (of socialism) rather than conversion (to capitalism) paralleled the logic of the Reformation, as perhaps distinct from the European Enlightenment. In this mode, the past was not comprehensively dismissed, for the canon of Marxist-Leninist thought was 'renewed' by more faithful interpretation." Philip Taylor, Fragments of the Present: Searching for Modernity in Vietnam's South (Honolulu: University of Hawai'i Press, ), -. Changes Đ Ổ I MỚ I A ND TH E G LOBALIZATION OF VIE TNAME SE A RT handicrafts were circulated and displayed at early twentieth-century colonial expositions in France and later in US domestic markets during the Cold War era, both instances framed through paradigms of cultural preservation and economic development. Artists from the northern Democratic Republic of Vietnam (-) participated in a Soviet-Eastern bloc network of art education and exchange. While the term global describes imbrication and movement within worldwide networks, the understanding of globalization tied to Đổi Mới is one grounded in its current socioeconomic dimensions, as part and parcel of post-Cold War processes of neoliberalization and the global reach of information technologies, collapsing time and space at an unprecedented level in history.
